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Abstract: 
 
This paper is a study of the representation of the witch through literature and select popular culture. 
The representation of the witch has undergone a transformation overtime, from the fear-inducing 
old hag, through to the naive young witch and onto a relatable and inspiring character. To 
understand this transformation, we are using Robert Graves’ book The White Goddess and his 
theory of the Triple Goddess as the frame for which we understand the representation of the witch. 
We will study her transformation as a reflection of humankind’s fears and desires.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
HIB	House	3.1.1,	Group	8	 	 Fall	2015	
	 3	
Table of Contents 
1. Preface 
1.1.Dimensions 
1.2 Methodology & Personal Motivation 
1.3 Problem Definition & Research Questions 
1.4 Material 
2. Introduction to the Project 
3. Theory 
3.1 The Triple Goddess 
3.2 The Archetype of the Witch 
4. Analysis 
 4.1 Fairytales & Folklore 
 4.2 The Wonderful Wizard of Oz 
 4.3 Sabrina the Teenage Witch & The Craft 
 4.4 Harry Potter 
5. Discussion 
6. Conclusion 
7. Perspective / Reflections / Limitations 
Bibliography 
 
 
 
 
HIB	House	3.1.1,	Group	8	 	 Fall	2015	
	 4	
 
1. Preface 
 
1.1 Dimensions 
 
Text & Sign 
Our project uses texts by way of certain literary works and contemporary media, and signs, 
specifically the image of the witch within these aforementioned sources, to understand how the 
witch is represented in correlation with Graves’ interpretation of the Triple Goddess. 
 
History & Culture 
The literary works and contemporary media we use span a timeline of over one hundred years, and 
our project is based on the representation of the witch throughout this time period. The sources we 
analyse are also heavily founded within certain cultures, from German folktales to American 
storytelling, and through this we draw comparisons and conclusions based on the similarities 
discovered.  
 
 
 
1.2 Methodology & Personal Motivation 
 
This project began with the topic of Nature Writing. From this, we researched into nature based 
religions and lifestyles, which, after discussing a common interest in witchcraft and the spiritual 
relationship to nature that seemed to be an inherent part of being a witch, chose this as our line of 
research.  
However, we soon realized that the topic of witchcraft was too broad to write a semester 
project about and that we needed to narrow our focus. After much deliberation we came to the 
mutual decision to write our project purely about the representation of the witch throughout select 
literature and popular culture. This was an area in which we all had a basic knowledge to build 
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upon, and thus was also a topic which we returned to naturally in our explorations and concluded to 
base our project upon. 
 
 
1.3 Problem Definition & Research Questions 
 
An analytical study of the witch and the progression of her representation in literature and popular 
culture, using the concept of the Triple Goddess as our foundation from which to further investigate 
the image of the witch.  
 
Research Questions: 
1. How do we understand the representation of the witch? 
2. How has the representation of the witch changed over time? 
3. What parallels can we draw between the Triple Goddess and her incarnations in the representation 
of the witch? 
4. Where can we identify feminine power in our selected sources? 
5. How do the different representations of the witch mirror our fears and our desires? 
 
 
1.4 Material 
 
We have chosen to use Robert Graves’ The White Goddess as our primary source of theory by 
extracting and dissecting his concept of the Triple Goddess. We find that his interpretation of the 
Triple Goddess allows us to follow a red thread through the representation of the witch in our 
selected examples.  
There are numerous accounts of the Triple Goddess and we have chosen Robert Graves’ as 
we found his work to be feminist by nature, something we deemed necessary for this project. Other 
works regarding the Triple Goddess tended to lean heavily on the Neopaganism aspect and we 
wanted to distance ourselves from religion so as to keep our focus narrowed on the fictitious side of 
the witch. Furthermore, Robert Graves interprets myths, and thus this is similar to our 
interpretations of stories throughout this project.  
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 We are also using Carl Jung’s Four Archetypes: Mother, Rebirth, Spirit, Trickster  to 
understand the archetype of the witch, using the Mother to create a foundation from which we can 
understand the witch. 
  
As our primary sources of analysis, we have chosen the following: 
● Several editions of Grimm's Fairy tales & the Russian tale Vasilisa The      Beautiful 
● The Wonderful Wizard of Oz by L. Frank Baum 
● Popular American television show Sabrina the Teenage Witch 
● American film The Craft 
● Harry Potter series by J. K. Rowling  
 
 
2. Introduction to the Project 
 
According to the Merriam Webster Dictionary, the definition of a witch is:  
 
1. One that is credited with usually malignant supernatural powers; especially: a woman 
practicing usually black witchcraft often with the aid of a devil or familiar. 
2. An ugly old woman: hag. 
3. A charming or alluring girl or woman 
4. A practitioner of Wicca (Web 1) 
 
As is apparent from this simple definition alone, the witch embodies many different ideas of a 
woman (except maybe in the last as a practitioner of Wicca could be both male or female). 
However, it is only a starting point and we are using this paper to investigate beyond the dictionary 
definition. For this reason, we found Robert Graves’ ideas and theories of the Triple Goddess, in his 
book The White Goddess, to better suit our educational endeavors as it gave us the freedom to 
interpret the representation of the witch outside of the box.  
The Triple Goddess is three faces of a woman, from a young Maiden, to the protective 
Mother and onto the old Crone. It is the cycle of the moon as it is ever moving, as is the 
representation of the witch. The Triple Goddess allows us to categorise each representation of the 
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witch, which allows for a deeper understanding of the meaning behind the particular representation 
used. In this way, we are able to analyse the feminine power behind each representation, and what 
affect it has on the story being told. 
 
 
3. Theory  
 
In this paper, we propose to use the figure of the ‘Moon Goddess’ – or more broadly the ‘Triple 
Goddess’, introduced by Robert Graves in his essay The White Goddess (1948), as a prism through 
which we will analyse several examples of representations of the witch in literature and television. 
The ancient idea of the Goddess will serve us as an embodiment of feminine power in its various 
forms, that can be found in the portrayals of contemporary witches (that is, from the 19th century 
on).  
Robert Graves is most known as the author of the two-volume fictionalised biography of the 
Roman Emperor Claudius: I, Claudius and Claudius the God (1934). But apart from being a 
bestseller novelist, Graves was also a poet, a mythographer, a classical scholar and a translator; 
though he himself would have preferred to be remembered mainly as a poet (the inscription on his 
tombstone in Deya, Spain reads simply “Robert Graves, Poeta, 1895-1985”) (Firla, 1999).  
He lectured as a Poetry Professor at Oxford and guest lecturer at Cambridge and received 
multiple awards in the field of poetry in both England and the US. Graves was also considered for 
the Nobel Prize. During his long career that spanned over most of the 20th century, Graves authored 
and edited over 140 books or collections of poetry and essays (Ibid).  
The White Goddess (1948) combines multiple fields of the author’s interest. In the essay, 
Graves argues that the language of true poetry (‘true’ in the sense of “the unimprovable original, 
not a synthetic substitute” (Graves, 1997, p.10)) is closely linked to the magical cult of the pagan 
Moon Goddess. The book explores the ancient Mediterranean and Northern European beliefs 
through poetry and verse where the timeless Goddess, under different names, is praised.  
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3.1 The Triple Goddess 
 
In Robert Graves’ essay The White Goddess, we encounter the concept of the Triple Goddess. He 
proposes that the eponymous White Goddess, a primordial deity, the first to have been worshipped 
since the dawn of religion, is to be found under different names in several ancient pagan belief 
systems. The Goddess encompasses the feminine power in its entirety: she is the young and 
beautiful Maiden, the life-giving Mother, and the wise aging Crone.  
 
 “As Goddess of the Underworld she was concerned with Birth, Procreation 
and Death. As Goddess of the Earth she was concerned with the three seasons of 
Spring, Summer and Winter: she animated trees and plants and ruled all living 
creatures. As Goddess of the Sky she was the Moon, in her three phases of New Moon, 
Full Moon, and Waning Moon. This explains why from a triad she was so often 
enlarged to an ennead. But it must never be forgotten that the Triple Goddess, as 
worshipped for example at Stymphalus, was a personification of primitive woman—
woman the creatress and destructress. As the New Moon or Spring she was girl; as the 
Full Moon or Summer she was woman; as the Old Moon or Winter she was hag.” 
(Graves, 1997,  p. 386) 
 
Graves claims that the first record of European religious practice comes from an “Aurignacian 
cave-painting at Cogul in North-Eastern Spain of the Old Stone Age Lenaea” (Ibid, p. 399). In this 
painting stands Dionysus, surrounded by nine dancing women, all of them wearing cone-shaped 
hats. He continues to describe it as such: 
 
“These wild women, differentiated by their figures and details of their dress, grow 
progressively older as one looks clock-wise around the crescent. The row begins with 
three young girls, the first two in long skirts, on the right and ends with two thin dark 
elderly women on the left and an emaciated crone on the far side; the crone has a face 
like the old moon and is dancing widdershins. In between are three vigorous golden-
haired women, one of them in a short, bright party-frock. They clearly represent the 
New Moon, Old Moon and Full Moon triads—the crone being Atropos, the senior 
member of the Old Moon triad” (Ibid). 
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We argue that these three representations of the woman - the New Moon (Maiden), Full Moon 
(Mother) and Old Moon (Crone) - have manifested themselves throughout literature and more 
recently in popular culture films and television shows, in the image of the witch.  
She is powerful in each stage of her transformation: as the Maiden she represents birth and 
beginning, a youthful and unrestricted physical freedom, in complete control of her own body; as 
the Mother she represents growth, able to bear children and nurture them into adulthood, as well as 
protect them; as the Crone she represents wisdom, the end of the cycle, the nearness of death, as 
well as the nearness of rebirth - as the cycle (of the moon) is never ending.  
 Graves continues to explain the progression from Goddess worship into the male dominated 
God we have today. When the institution of fatherhood was introduced into Europe, suddenly so 
was the idea of individual marriage.  
 
“Hitherto there had been only group marriages of all female members of a particular 
totem society with all members of another[...] Once this revolution had occurred, the 
social status of woman altered: man took over many of the sacred practices from 
which his sex had debard him, and finally declared himself head of the household, 
though much property still passed from mother to daughter.” (Ibid, p. 388).  
 
Graves calls this the “Olympian stage”, where, following the lines of the cultural developments, a 
new male figure entered mythology, overthrowing his father and marrying his own mother. And 
then came the last stage, “the purely patriarchal, in which there is no Goddesses at all [...] [the 
stage of] Judaism, Judaic Christianity, Mohammedanism and Protestant Christianity” (Ibid, p. 
389). Now, we are not going to go into depth about religion or patriarchy in this paper, but we feel 
it is important to recognise the fall of the Goddess as the beginning of a male dominated culture that 
is manifested within early literature.  
We propose that the representation of the witch is the vessel of feminine power throughout 
literature and into modern popular culture. We can draw parallels between the witch and the Triple 
Goddess as a way to understand the correlation throughout the cultural timeline of representations 
of the witch. 
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3.2 Archetype of the Witch 
 
The Merriam-Webster Dictionary has two main definitions of the word archetype. They are as 
follows: 
 
 “1: the original pattern or model of which all things of the same type are 
representations or copies : prototype;  also: a perfect example. 
 2: an inherited idea or mode of thought in the psychology of C.G. Jung that is 
derived from the experience of the race and is present in the unconscious of the 
individual.” (Web 2) 
 
For our purposes, we will be using the word archetype as a combination of both definitions above, 
specifically Carl Jung’s exploration of the Mother archetype, to understand the basic representation 
of the witch in folklore, literature and modern popular culture.  
To understand the image of the witch, one must first have the foundation of the archetype to 
build upon and understand the fundamentals. The archetype of the witch is a multifaceted one. It is 
most commonly a woman, traditionally old and alone. There is power and knowledge within her, 
connected to the unknown and to the natural world.  
In Carl Jung’s seminal work Four Archetypes: Mother, Rebirth, Spirit, Trickster (2003), he 
explores the idea of a “collective unconscious”,  a “part of the unconscious[...]that [is] more or less 
the same everywhere[...]identical in all men and thus constitut[ing] a common psychic substrate of 
a suprapersonal nature which is present in every one of us” (Jung, 2003, p. 2). Within this 
collective unconscious lie the archetypes, “unconscious content that is altered by becoming 
conscious and by being perceived, and it takes its colour from the individual consciousness in which 
it happens to appear” (Ibid). The first archetype to be mentioned is that of the Mother, which 
encompasses many of the traits of the witch. Jung writes: 
  
“The qualities associated with it are maternal solicitude and sympathy; the magic authority 
of the female; the wisdom and spiritual exaltation that transcend reason; any helpful instinct 
of impulse; all that is benign, all that cherishes and sustains, that fosters growth and 
fertility. The place of magic transformation and rebirth, together with the underworld and 
its inhabitants, are presided over by the mother. On the negative side the mother 
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archetype may connote anything secret, hidden, dark; the abyss, the world of the dead, 
anything that devours, seduces, and poisons, that is terrifying and inescapable like fate.” 
(Ibid, p. 15) 
 
One cannot deny the femininity that is wrapped up into the bundle that is the witch 
archetype, as well as the common thread of desire and fear. We can understand the witches power 
to come from an ability to tap into and utilize the natural world around her, a power that she is born 
with. This can go two ways, either as healing and helping, or as destructive and evil. Therein lies 
the fear aspect, the fear of the unknown, the layman's inability to understand how the witch 
cultivates her power and whether or not she will use it for good or evil.  
 
We are using Jung’s theory to give ourselves a strong foothold while venturing past the 
archetype and into the stereotype. The witch is a many sided figure, and Jung’s theory of the 
archetype of the Mother provides us with a clear example of the good and the bad manifested in one 
image. From here we will be able to more concretely discuss the representation of the witch. 
 
 
4. Analysis  
 
In this section we will be identifying and analysing the representation of the witch in her various 
roles. We will begin with a selection of pre 20th-century folk and fairy tales, using witches such as 
Baba Yaga to begin our understanding of the Crone. From there we will move onto The Wonderful 
Wizard of Oz, looking closely at the four witches in the novel and how they mark the shift in our 
understanding of the witch. Two American examples, Sabrina the Teenage Witch and The Craft, 
will be used to analyse both the Maiden and the Mother, to understand the contemporary use of a 
youthful portrayal of the witch. Lastly, we will delve into the rich and exciting world of Harry 
Potter, the books that changed our perception of the witch in very significant ways.  
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4.1 Fairytales & Folklore 
 
To get an overview of the representation of the witch in literature and film, we feel it would be 
appropriate to start with the oldest popular witch stories, namely folktales and fairy tales. We will 
use these terms according to their definitions from the Merriam-Webster dictionary, which defines 
the former as: "a characteristically anonymous, timeless, and placeless tale circulated orally among 
a people" (Web 3), whereas the definition of the latter reads: "a) a story (as for children) involving 
fantastic forces and beings (as fairies, wizards, and goblins) - called also fairy story; b) a story in 
which improbable events lead to a happy ending". (Web 4) 
  However, this is not to say that a folktale cannot be a fairy tale, in fact a lot of the commonly 
known fairy tales were primary folktales told by adults to adults (Tatar, 1987, p. xiv), which 
allowed for more violent and less children-appropriate content. Another important characteristic of 
folk tales is that there were numerous versions that changed through time and space, and they were 
often modified to fit children’s fairy-tale literature. For example, the Grimm Brothers' Cinderella, 
originally featured toe– and heel– chopping (Grimm & Grimm, 2014: pp. 75-76), Rapunzel and her 
prince “had a merry time and enjoyed each other’s company”, which resulted in her giving birth to 
twins (Ibid, p. 39), and H. C. Andersen's Little Mermaid suffers unbearable pain with every step, to 
finally end up transformed into sea foam, while her prince married somebody else (Andersen, 1948, 
H.C. Andersen Centret). 
 
The Witch 
 
The obvious connotation of the witch in the western mindset is an ugly hag riding a broom, with her 
pointy hat matching her pointy nose and an obligatory black cat. We will not go into details trying 
to track the historical roots of this image since a whole new project could be written on this topic 
(we have come across four different theories on the origins of the pointy hat alone), neither is it the 
purpose of this chapter. Instead, we will focus on the figure of the witch in folk and fairy tales as a 
representation of the feminine power of the Triple Goddess.  
 
The physical outlook described above makes us intuitively link the witch with the Goddess in the 
last stage of the moon – that is, the Crone. In addition, Graves describes the Crone as “the black 
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goddess of death and divination” (Graves, 1997, p. 70), which suggests that she has both magical 
knowledge (divination) and ultimate power over humans (goddess of death). The colour black 
brings to mind associations with literal and figurative darkness – in the Merriam-Webster 
dictionary, under the definition of the word black we can find meanings such as “dirty, soiled”, 
“thoroughly sinister or evil”, “connected with or invoking the supernatural and especially the 
devil” (Web 5). Although the Goddess is neither entirely good nor entirely evil, the dictionary 
definition of the crone reads “a cruel or ugly old woman” – it seems evident that out of her three 
incarnations, the last one is most likely to be found in the evil villainesses of European folklore.  
  
The idea that witches are evil is deeply rooted in our minds since early childhood. Fairy tales and 
folktales are overflowing with witches and all sorts of magical creatures, with a general rule that 
youthful beauty equals innocence and goodness, whilst old age and ugliness is often paired with 
evil. This is especially evident in one of the most prominent collections of folk tales known in the 
western world, namely Nursery and Household Tales (1812) (literal translation of the original title 
Kinder- und Hausmärchen) written by German brothers Wilhelm and Jacob Grimm and first 
published in 1812. The collection is commonly known in English as Grimms' Fairy Tales, but we 
feel this title is misleading and, while it would be a suitable title for the later polished versions of 
the stories, we are more interested in the early, uncensored editions. Therefore, we will use the most 
accurate and closest translation of the title to the original German (in line with Maria Tatar, whom 
we will introduce in the following paragraphs).  
 
The number of tales varies from edition to edition, but most of them feature over 210 stories 
collected and edited by the Grimm brothers. That means that the authors of the book were not in 
fact authors of the tales - they gathered folk stories that had been circulating and orally passed on in 
German villages throughout the centuries. But Nursery and Household Tales is "more than an 
anthology of fairy tales: it comprises fables, tall tales, anecdotes, cautionary tales, and all manner 
of other narratives that struck the Grimms as folklore" (Tatar, 1987, p. xx). The collection has 
undergone numerous changes since it was first published and with each edition the tales became 
more suitable for the prudish taste of the 19th century German, and later European, public. 
Additionally, as the title itself suggested the volume be categorised under children literature, the 
stories had to be adapted for the younger audience. Because of these two factors, the brothers were 
forced to make significant changes with each edition. Some of the stories were censored and 
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modified, others completely removed from the collection - the later editions are short of some titles 
included in the first one, such as How Some Children Played at Slaughtering, Death and The Goose 
Boy and The Murder Castle, which, as it is evident from the titles alone, were deemed too brutal for 
children. 
  
Maria Tatar, a scholar from Harvard University who specialises in folklore and mythology, states 
that an overwhelming majority of villains in Grimm's Nursery and Household Tales are women, 
most often older ones, who yield some kind of power over their victims in real life - cooks, 
stepmothers and mothers-in-law (Tatar, 1987, p. 139). The way a maternal figure is used as a villain 
is ingenious in its simplicity: is there a better way to frighten children than to take the one character 
who encompasses all that is familiar and good in the world and turn it into the exact opposite: a 
cruel, ruthless monster - an enemy of all children? To make them even more frightening, different 
tales add different extraordinary features, amongst which appears cannibalism or magical abilities. 
What is especially interesting for our paper is the fact that whether they are described as spell-
casting or child-eating, they are commonly termed 'witches'. 
Here one could argue that these maternal figures be seen as a representation of the Goddess 
in Full Moon, but in a wicked, twisted way. The protective Mother, who has the life giving power, 
uses this power to take lives, she does not nurture her children but devours them – she can therefore 
be seen as the dark side of the Full Moon, so to say. The cannibalistic Mother, through 
“reincorporating them [the children] into the bod[y] that gave birth to them” (Ibid, p. 140) 
demonstrates her ultimate power as both creatress and destructress, and thus the reversal of rebirth 
and the cycle of the moon phases. We can also see this darkening of the Mother as a process which 
turns her into the next phase – the old Crone. 
 
The old woman in Hansel and Gretel, who at first creates a false image of herself as a nice old lady 
by giving the children sweets, turns out to be "a wicked witch who[…]killed, cooked, and ate any 
child who fell into her hands..." (Grimm and Grimm, in Tatar, 1984, p. 140). The word 'witch' here 
does not have much to do with magic (unless we count the fact that there must be some sort of 
magic required to build a life-sized gingerbread house that is solid enough to be lived in), but is 
used as a pejorative term, especially paired with the adjective 'wicked'.  
The ‘Hansel and Gretel’ witch, however, does not resemble the stereotypical witch that 
every second girl in the western world dresses as for Halloween, but seems more closely related to a 
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mysterious figure from Slavic folk tales - Baba Yaga.  
  
There are numerous stories of Baba Yaga (sometimes spelt Baba Iaga), and numerous 
versions of these stories, so it is not easy to understand what exactly it is that she represents. In most 
folk tales, Baba Yaga is an old, ugly witch with a "bony leg", who lives in a hut that stands, or 
rather walks, on a chicken leg, surrounded by a fence made of the bones and skulls of the 
unfortunate wanderers who ended their lives in Baba Yaga's oven. She is often portrayed as flying 
in a mortar, sweeping her trail with a broom (an attribute of her western witch-sisters (Johns, 
1998)). All of that paints a picture of a strongly antagonistic character, a definite villain. But the 
protagonists of these tales often refer to her as baboushka (see for example the story of Vasilisa the 
Beautiful), which is a Russian word for grandmother. Andreas Johns argues that Baba Yaga is an 
ambiguous character: 
  
“Most identifiable folktale characters in European traditions (possessing a consistent name 
and set of typical characteristics) behave in a predictable and unambiguous way toward the 
hero or heroine, exhibiting either kindness or hostility. In Vladimir Propp's terms, they are 
either villain or donor. But Baba Iaga is both villain and donor, and something else as well. 
At times she is a very hostile donor, and in fact it is sometimes difficult to distinguish clearly 
between these two aspects of her image. Propp finds that she is "a difficult character to 
analyze" and distinguishes three types of Baba Iaga: donor, abductor, and warrior. (Propp 
1946, 40-41)” 
(Ibid, 1998, p. 22) 
  
In some cases, she plays a different role in different versions of the same folktale. We have found 
two versions of Vasilisa the Beautiful, featuring two different Baby Yagi: one acts purely as a 
villain, attempts to roast and devour the heroine, who has to outsmart her to escape, whereas in the 
other version of the tale, Baba Yaga plays the role of the donor and unwillingly gives to the girl 
what she came for.  
A reason why Baba Yaga is seen as a villain although she is such an ambiguous character 
could be that she is portrayed as a powerful, but capricious old woman, who does not give much 
thought into what others may think of her and she acts accordingly to her own whims. The 
uncertainty of her intentions causes confusion and makes the reader (or the listener in the times 
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before the folk stories appeared in a written version) wonder whether a nice old woman is what she 
seems to be, as well as if an old witch intends to eat the hero/heroine or help them.  
 
In terms of the Triple Goddess, from not only Baba Yaga’s appearance, but also her peculiar 
behaviour of shifting from the villain to the donor, we can argue that she is a representation of the 
Crone. She is mighty, old and terrifyingly ugly, knows the art of witchcraft and seems to have the 
ultimate freedom of action. It may seem that Baba Yaga’s power comes precisely from her 
wickedness, and it eventually turns against her. The young female protagonists like Vasilisa usually 
manage to finally defeat or escape her, which makes a point for the innocence, youth and beauty of 
the Maiden resulting as more powerful than the evil ways of the supposedly wise old sorceress. We 
can see this pattern repeated for instance in The Wonderful Wizard of Oz, which we will analyse in 
another section of this paper.  
The dual nature of the character is even more emphasised by Baby Yagi who appear in 
stories as stepmothers. In Vasilisa, the stepmother and Baba Yaga are two separate characters, but 
after close examination, the former appears to be more evil than the actual villain of the story (who 
in one version gives the heroine a torch made of a human skull that burns the stepfamily to death as 
a punishment for treating Vasilisa like a servant). 
  
The Stepmother 
 
Stepmothers in fairy-tales seem to have an unusual potential for witches. Fairytales, as understood 
in the Aesopian-fable sense (fable being understood as  “a short story that usually is about animals 
and that is intended to teach a lesson” (Web 6), the most recognisable ones are attributed to Aesop, 
a Greek fabulist, “probably legendary” (Web 7)), should carry some didactic value, therefore the 
Mother is virtually untouchable. But the Stepmother, who by definition steps into the poor dead 
mother's shoes, usurps the sacred role of the mother, replacing something good and familiar with 
something alien - and that makes her the perfect villain. 
 
The Grimm brothers took advantage of this in numerous tales, for instance in Sweetheart 
Roland, a less known tale from Nursery and Household Tales (probably because of the amount of 
violence and not so didactic message that a man can abandon his fiancée, run away with another 
woman, and be forgiven due to the fact that he is apologetic) the witch-stepmother tries to behead 
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her stepdaughter in her sleep (without a valid reason except that her own daughter wants the 
stepdaughter's apron), but the heroine outsmarts her, so the witch ends up slaughtering her own 
daughter. Upon realising the mistake, the witch, blinded with rage, sets off to hunt down the 
heroine. What is particularly interesting is that the witch is cruel and heartless towards her 
stepchild, but to her real daughter she is a caring mother and she seems genuinely devastated to find 
out she had killed her own child. This confirms the sanctity of the Mother, who is always good in 
the eyes of her own child, but it also reveals the ambiguous character of the Western European 
witch, who, similarly to her Russian cousin, can be both a donor and a villain. It is also an example 
of the witch acting as both the Crone and the Mother, depending on the point of view.  
  
Another, more familiar case of an evil stepmother from the brothers Grimm's collection is 
the evil queen from Snow White. Contrary to what many may think, her witchcraft skills are not 
very emphasised in the original story (in one of the translated versions there is but one mention of 
her making a poisoned comb "with the art of witchcraft, which she understood" (Grimm & Grimm, 
2004, Tale 53). But even without using magic, she still is no ordinary mean Stepmother.  
In the beginning of the story, upon learning that Snow White threatens her status as the most 
beautiful of all women, the queen orders a huntsman to kill her poor stepdaughter and bring back 
her heart (or lungs and liver in the first, uncensored edition) as proof, but the man lets the girl run 
free and brings a boar’s heart to the queen instead. We can read in the story that “[…][t]he cook 
had to salt this, and the wicked Queen ate it, and thought she had eaten the heart of Snow-white” 
(Ibid). Therefore, she falls into the flesh-eating category of a villainess, in spite of her generally 
being associated with a witch figure. 
Yet in the Disney movie adaptation from 1937, the evil queen uses magic to transform 
herself into an old woman, whom the Disney cartoonists portray in a way very similar to the 
depictions of Baba Yaga. But in her real form, the evil stepmother does not embody the idea of an 
old, ugly witch - on the contrary, she is the second most beautiful woman in the entire kingdom. 
This stands against the simple pattern often used in fairy tales, namely that good equals beauty and 
bad equals ugliness. We can speculate that the evil, cold and beautiful queen could have been a 
precursor of the modern representations of the attractive, sexualised type of witch, to which we will 
return later in the paper.  
 
Stepmothers are an interesting case for yet another reason. As Tatar notices, “
HIB	House	3.1.1,	Group	8	 	 Fall	2015	
	 18	
majority of the Grimms' stepmothers actively persecute not their stepsons, but their stepdaughters, 
who consequently take on the role of innocent martyrs and patient sufferers” (Tatar, 1987, p. 141) 
This particular ‘bond’ between the stand-in mother and the heroine, as well as relegating male 
characters to secondary roles or even background (i.e. the usurper is usually married to a father who 
plays little to no part in the plot), makes it clear that the actual story is one of the power relations 
between women and female rivalry. But even though most of these stories would pass the Bechdel 
test (as explained by thefeministfrequency.com), let us not fall into this seemingly feminist 
interpretation of the nature of folk tales.  
Yet what are these women competing for? The answer is, as always: men. One man in 
particular, namely, the absent father, who is not always as absent as it may look like at first glance. 
We can find an example of this in Snow White, where the father is merely mentioned at the very 
beginning, but “[h]is surely is the voice of the looking glass, the patriarchal voice of judgment that 
rules the Queen's—and every woman's—self-evaluation.” (Gilbert and Gubar in Ibid, p. 154) With 
the father’s voice as a judge of both wife’s and daughter’s beauty, the struggle ceases to be just a 
manifestation of ultimate vanity, but becomes a fight between two women for the love of their man: 
the husband and the father (Ibid). This interpretation takes away the power from both the queen and 
the heroine, implying that behind this female power struggle there is always a desire to please a 
man. 
 
The Mother  
 
Interestingly, in the first edition of Nursery and Household Tales, the evil queen was not a 
stepmother, but Snow White's birth mother (Grimm & Grimm, 2014, p. 171), which goes against 
the didactic tone later employed by the Grimms. From this version of the tale, most truthful to the 
folklore original, arises a new image of the queen. The story starts with a beautiful young woman 
who wishes to have a daughter. At this stage, she represents the New Moon, the youthful power of 
the Maiden, pure, innocent, full of hope and with the ultimate freedom to decide what happens to 
her and to her body. When she gives birth to Snow White, she becomes the Mother, passing the role 
of the Maiden on to her daughter. But due to her vanity that turns into envy (which can also be 
interpreted as purely psychological if we understand the mirror to be the voice of the father), she 
loses the maternal instincts and from a creatress and protectress of life she turns into a destructress, 
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her power as a mother and as a queen by trying to murder the innocent girl. Obsessed with the 
desire to eliminate the only person that threatens her position of power, she uses the disguise of “an 
old, peddler woman” (Grimm & Gimm, 2014, p. 174) to get close to her victim without the girl 
recognising her. But how could a girl not recognise her own mother? How could a young beautiful 
woman “paint (...) her face” (Ibid) to look like a Crone with such perfection that she did not cause 
any suspicion? Either Snow White was a truly innocent, extremely naive little creature, and the 
possibility of her mother hunting her down simply never crossed her mind, or the disguise was not a 
disguise – perhaps she had always been the Crone, disguised as the Maiden and as the Mother? If 
she was the all powerful witch that we associate with the Crone in this paper, she could have easily 
put on a mask of the most beautiful woman in the country, and maybe precisely because she knew 
that it is a lie, that unlike dewy fresh Snow White she is old and ugly underneath, she was so 
obsessed with her appearance (and keeping up appearances).  
 
We have analysed a handful of examples of witch mothers, bad and dark mothers – but 
Grimms’ stories are packed with good maternal characters, especially later editions of the collection 
that were aimed at children. Since the part of the villain is taken by the stepmother, the birth mother 
must naturally be dead. But even a dead mother has more impact on her daughter’s life than the 
passive father (usually alive). A mother’s love in fairy tales is often so strong that she can still 
protect her offspring from behind the grave. This can be done in two ways – either through magic, 
or with help of another powerful mother: Mother Nature.  
We can see the first being used in the Russian Vasilisa, where the dying mother equips her 
daughter with an enchanted doll, that comes alive after being given food and gives useful advice 
when the girl is in trouble. In one version of the story, Baba Yaga becomes enraged upon realising 
what sort of help the heroine had to complete her tasks in so little time, and throws her out yelling 
“I want no one who bears a blessing to cross my threshold!” (Wheeler, 1912) The Mother’s 
protection is so strong that the all-powerful witch that is Baba Yaga reacts with fear when coming 
into contact with this kind of magic.  
We can see the three women as the three incarnations of the Goddess: the Mother, strong 
and determined to look after her child even after she fails to stay alive for her, protects the young 
Maiden, innocent and beautiful, from the wicked spells of the old, cunning Crone who is feared by 
all and is said to fear no one.  
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This magical help, as well as the interference of Mother Nature, is an important factor in the 
plot of Grimms’ Cinderella. There, too, we find a dying mother, whose last words include a 
blessing, although conditional:  
 
“Dear child, I must leave you, but when I am up in heaven, I shall look after you. Plant a 
little tree on my grave, and whenever you wish for something, shake it, and you’ll have what 
you wish. And whenever you are otherwise in a predicament, then I’ll send you help. Just 
stay good and pure.” (Grimm & Grimm, 2014, p. 69) 
 
The girl stays good and pure, and suffers in silence when her new sisters and stepmother humiliate 
her and treat her worse than they would treat a servant. To complete the impossible tasks given to 
her by the evil stepsisters, Cinderella receives help from talking pigeons who eagerly do her work 
for her. They later make the prince realise that the evil stepsisters are not the legitimate owners of 
the golden slipper, even though they go into a lot of effort and pain to make him believe so. 
Although it is not specified in the story, we can speculate that the birds were sent to Cinderella by 
her late mother. The link is evident when Cinderella wants to go to the ball organised by the king, 
the pigeons tell her to go to her mother’s grave, shake the little tree that grows there and ask the 
mother to send her a dress and slippers (Ibid, p. 72). The tree, which is the mediator between the 
dead mother and Mother Nature, grants the girl’s wishes and our heroine gets her happy, fairy-tale 
ending.  
The concept of maternal protection from beyond the grave is employed later by J.K. 
Rowling in the Harry Potter series, which we will analyse in a later section of our paper. 
 
 
4.2 The Wonderful Wizard of Oz 
 
Moving on from the well-known figures from the Brothers Grimm tales and the image of Baba 
Yaga, we have chosen to analyse the witches found within L. Frank Baum’s novel The Wonderful 
Wizard of Oz (1900). The witches portrayed in this novel have since become some of the most 
influential and recognisable figures in literature, and later film.  
The Wonderful Wizard of Oz is also a prime example of the use of witches within 
storytelling, where they are commonly used to incite fear, mystery and evil. However, the story is 
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also an important source of comparison, as the novel adds another dimension to the idea of the 
witch - in the form of “good” witches. This is a perfect case of Jung’s Mother archetype in action, 
and grants us the opportunity to analyse both the good and the bad side of the witch. 
 
In the novel we find four witches in total: two being of good nature, and two being evil or 
wicked (Baum, 1900, p. 24). 
 
“There were only four witches in all the Land of Oz, and two of them, those who live in the 
North and the South, are good witches[…]Those who dwelt in the East and the West were, 
indeed, wicked witches…” (Ibid, p. 26). 
 
We can argue that the use of good witches in literature is a rare occurrence, and in fact even 
Dorothy herself (a young girl who plays the protagonist in the story) mentions in the novel that, she 
“[…]thought all witches were wicked…” (Ibid, p. 25). Yet this portrayal of the good witch also 
grants us the opportunity to analyse the differences between what, in particular, equates to a “good” 
or a “bad” witch, and further how these representations translate into Graves’ image of the Triple 
Goddess. 
 
The novel begins with the death of the Wicked Witch of the East, having been crushed underneath 
Dorothy’s house, which had been blown away by a cyclone. After the death of the Witch of the 
East, Dorothy is approached by the Witch of the North, of whom we are given a description - which 
reads: “They wore round hats that rose to a small point a foot above their heads[…]the little 
woman's hat was white, and she wore a white gown that hung in pleats from her shoulders. Over it 
were sprinkled little stars that glistened in the sun like diamonds.” (Ibid, p. 22). From this, we can 
relate back to the stereotype of the witch, and how witches are portrayed as wearing pointed hats, 
for example. Furthermore, the Witch of the North is also described as “[…]doubtless much older. 
Her face [is] covered with wrinkles, her hair [is] nearly white, and she walk[s] rather stiffly.” 
(Ibid, p. 24) So, the stereotype is still held onto, with the idea that the witch is a very old woman. 
  
However, the similarities to the stereotype end here, and this is perhaps due to the fact that 
the Witch of the North is, in fact, a “good” witch. Not only is she described as such, but her 
appearance also becomes a distinctive indicator of her “goodness”. Her clothes are described as 
white, which can be, arguably, seen as an analogy for pure. The Witch of the North is 
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also glistening and radiant, and thus far from the dark, black-clothed, evil witches we are used to 
reading about in regards to the stereotype. However, it is also stated that, “[...] only witches and 
sorceresses wear white.” (Ibid, p. 34) and “[...] white is the witch color.” (Ibid, p. 36) Though we 
are never given a thorough description of the two evil witches and the clothes they wear, and thus 
do not know for certain whether this applies to them. 
 
The Witch of the North says, “[…]I am a good witch, and the people love me.” (Ibid, p. 25) 
To be loved by the people you rule is, no doubt, a great compliment to her character and also her 
goodness, for nobody loves a harsh ruler. However, the Witch of the North further states, “I am not 
as powerful as the Wicked Witch was who ruled here…” (Ibid, p. 25). This statement becomes an 
interesting point of analysis, as the fact that the (good) Witch of the North is less powerful than a 
wicked witch, suggests that there is some form of power-imbalance between the two. From the 
outset, it seems that evil equates to more power.  
 
Yet in terms of Graves’ interpretation of the Triple Goddess, where does the Witch of the North fit 
in? She is old yet radiant, with powers that do not match those of a wicked witch - so in a way the 
Witch of the North imbues the spirit of the Mother. She is protective and kind, helping Dorothy on 
her way. “[…]but I will give you my kiss, and no one will dare injure a person who has been kissed 
by the Witch of the North..” (Ibid, p. 29) This idea can be related back to the image of the endearing 
Mother found within fairytales, who provides the Maiden with motherly love and protection against 
evil forces. Furthermore, the Witch of the North can be connected to the positive side of Carl Jung’s 
Mother archetype, with her cherishing nature and helpful instinct. 
 
 To understand the power-imbalance between the Witch of the North and the wicked witch she 
replaced, we will use the Witch of the East as a point of comparison starting with how she is 
described. Though we do not get to see her, due to her being crushed beneath Dorothy’s house and 
killed, she is described as so old (Ibid, p. 27), and further talked about as “[…]the Wicked Witch of 
the East[…]She has held all the Munchkins in bondage for many years, making them slave for her 
night and day.” (Ibid, p. 25) So, we have a witch described as “wicked”, who has also enslaved an 
entire race of people. From this, we can ascertain the power held by the Witch of the East, and also 
her evilness. Enslavement of a people is seen as a great crime and a terribly evil act to perform, and 
thus the Witch of the East’s true wickedness is laid out bare, whilst her death is celebrated.  
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Though we are not given much in the way of description of the Witch of the East, from what 
we have learned, the witch is an evil, powerful old woman. She is not the Mother of the Triple 
Goddess, since through enslavement, she has shown a lack of care or protectiveness. In contrast, the 
Witch of the East is the embodiment of the evil mother, the dark side of Carl Jung’s Mother 
archetype, and in this she is the Crone. The Witch’s death can also be linked to the fact that the 
Crone has a closeness to death, being the last cycle of the Moon, and thus her dying is the end of a 
(evil) cycle. It is insinuated that Dorothy causes the Witch of the East’s death, although only by 
extension of her house, but can still be seen as the beginning of a new cycle, the arrival of a new 
moon with the maiden Dorothy.  
 
 We are also introduced to the Wicked Witch of the West during Dorothy’s conversation with 
the Witch of the North, who is also described as a slaver - “[…]the Wicked Witch of the West, who 
would make you her slave if you passed her way.” (Ibid, p. 27). Again, this gives us the view that 
she is indeed a wicked witch - more so than the fact that she is, in fact, called “the wicked witch” in 
the first place, which strengthens our hatred and disgust towards her and creates an opinion from the 
start. The novel gives no room for doubt. She is also said to be “[…]Wicked—tremendously 
Wicked...” (Ibid, p. 113), “[…]wicked and fierce...” (Ibid, p. 123) and able to ”enchant” (Ibid, p. 
78). From this, we can see that she has magical powers, but chooses to use them for evil 
(enslavement).  
 
However, the Witch of the West also has a weakness. It is said that, “[…]the old Witch 
never touched water, nor ever let water touch her in any way.” (Ibid, p. 134) This turns out to be 
much deadlier than it sounds, as her death is incidentally caused by water being thrown over her by 
Dorothy. Perhaps this is a reference to the time in history in which witches were drowned in order 
to find out if the person in question was in fact a witch, and thus the Witch of the West has an 
inherent fear for water. Or perhaps it is again an analogy that pureness (water) beats evil. It can also 
be argued that the fact that Dorothy is the one to kill the witch, that innocence, too, beats evil - as 
Dorothy is just a child.  
Before the Witch’s death, it is stated that “[…]everyone knew she had been the means of 
destroying the Wicked Witch and setting them free from bondage.” (Ibid, p. 33) Everyone, 
apparently, except Dorothy herself. She is blissfully unaware of the power she holds. 
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This brings up two points in terms of Graves’ Triple Goddess interpretation. For one, where 
does the Wicked Witch of the West fit in? And secondly, where does Dorothy?  
 
As the Witch of the East was the Crone, so too is the Wicked Witch of the West. However, 
the Witch of the West plays a much more important role in the novel, and is the greatest threat to 
Dorothy and her mission to return home to Kansas. In this regard, she is the antagonist of the novel, 
and thus a representation of evil and everything bad. She is the Crone in the way of the Triple 
Goddess, and thus the evil Mother of Carl Jung. This can be found in the way that she is against the 
youthful, naive character that is Dorothy - the Maiden. This is a typical competition between the 
old, evil lady and the young, blissfully unsuspecting child. Where the Witch of the West represents 
the Old Moon and the end of the cycle - the devourer - Dorothy represents the New Moon, and 
within this, the freedom that youth provides. This rivalry between the two is a battle between the 
Old Moon wishing to start its cycle again, and the New Moon looking to begin theirs. There cannot 
be two moons, and thus one must win over the other - usually the New Moon, or in this case 
Dorothy. 
 
 Finally, we will take a look at the last witch: the Witch of the South. In stark contrast to the 
other witches in The Wonderful Wizard of Oz, we have the image of a good, beautiful witch 
portrayed. She is talked of as, “[...]a Good Witch[…]she is kind to everyone[...]Glinda is a beautiful 
woman, who knows how to keep young in spite of the many years she has lived.” (Ibid) And further 
that, “She was both beautiful and young to their eyes. Her hair was a rich red in color and fell in 
flowing ringlets over her shoulders. Her dress was pure white but her eyes were blue, and they 
looked kindly upon the little girl…” (Ibid, p. 207) However, as another very important point to look 
at, she is further described as “[…]the most powerful of all the Witches…” (Ibid, p. 181). Thus we 
have a powerful and beautiful witch. Yet what does this mean? 
 
Beauty equals power - and also equates to goodness. Perhaps the power-imbalance 
mentioned earlier between the Witch of the North and Witch of the East is due to the fact that the 
Witch of the North holds close comparison to the stereotype of the witch, usually seen as evil, with 
a pointed hat, old and frail etc., and thus her power is negated because she is not young and 
beautiful, as the Witch of the South is. Thus true power, apparently, lies in beauty and youth, and so 
we can finally see some form of separation between what/who constitutes as a “good” witch and a 
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“bad” witch.  
 
Furthermore, the fact that Glinda makes herself appear young and beautiful, even though she 
is described as being old, also indicates that she is aware there is power held within youth and 
beauty. We also see this youthful power held within Dorothy. A young girl, with no magic at all, 
manages to kill the Wicked Witch of the West, without ever having meant to. So here we see power 
within innocence and naivety - traits which are often associated with youth. Yet why is it that youth, 
apparently, equals power - or more power than their older, uglier counterparts? Perhaps it boils 
down to Elias’ claim that, “Reclaiming the body and asserting agency over it is one of the most 
significant moments in feminist criticism.” (Elias, 2011, p. 77) Glinda is choosing to make herself 
look young and beautiful, and by doing this she is in fact reclaiming her body for herself - in turn 
making her the most powerful witch in the story.  
 
In terms of Graves’ Triple Goddess, Glinda provides, arguably, the most interesting source 
of comparison. We can seemingly apply all three portrayals of the Triple Goddess to Glinda. She is 
the Maiden in the way she looks - her youth and beauty; the Mother in the way she cares for and 
nurtures those around her - she is protective. She speaks softly and in a comforting manner: "What 
can I do for you, my child?” (Baum, 1900, p. 207) she says to Dorothy. In this way Glinda is the 
personification of Carl Jung’s good side of the Mother. Yet she is also the Crone in the way that she 
represents wisdom and power. She has lived a full cycle of the Moon, she is old and knowledgeable. 
Yet what is interesting, is that due to her making herself seem young again, she has started a new 
cycle in a way. She is the New Moon, whilst remaining the Full Moon and the Old Moon. She is the 
embodiment of all three.  
 
 
 
 
4.3 Sabrina the Teenage Witch & The Craft  
 
To understand the transition from the traditional witch of fairy tales and folklore into the 
Americanised version that we see today, we are going to analyse two very different images. The 
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first is the television show Sabrina the Teenage Witch and the second is the cult film The Craft. 
Sabrina the Teenage Witch aired in the United States from 1996 - 2003. It follows the trials 
and tribulations of an average American girl who finds out she is a witch the morning of her 16th 
birthday. Sabrina has been sent to live with her two aunts to learn how to be a witch for the next two 
years, since, according to legend, she is not allowed to see her parents during this two year period. 
The show is equipped with a laugh track and an opening sequence with Sabrina trying on different 
outfits in front of a mirror. It comes off as a parody of itself, a lighthearted approach to the witch, 
chock full of talking black cats, large spell books with talking pictures and a yellow light that comes 
out of Sabrina’s index finger when she casts spells. There is a linen closet in the house that 
transports Sabrina and her aunts into a different dimension once they enter it. Sabrina uses her 
magical powers to navigate the difficulties of being a teenager, and the show uses magic to teach 
life lessons to a young audience. 
Being a witch is both something to be taken seriously and something ridiculous in this show. 
They have recipes for “Instant Truth Sprinkles” (Episode 2: “Bundt Fairy”) and one of the first 
lessons Sabrina learns is how to turn an apple into an orange, a lesson which ends up turning many 
objects into pineapples instead (Episode 1: “Pilot”) . She even practices magic by pulling rabbits out 
of hats, a play on the traditional magician one would see at a kids birthday party. (Episode 2: 
“Bundt Fairy”) At the end of every episode we, the audience, learn a valuable life lesson, such as 
sometimes the truth isn’t what everyone wants to hear.  
Sabrina is not the only witch in the story, we can also take a look at her two aunts. 
Physically, they are understood to be old and wise, but they look nothing like their older folktale 
counterparts. Both are relatively young and attractive, they look to be in their mid forties, even 
though they hint at being hundreds of years old. They are supposed to be the wise old aunts who 
teach Sabrina the ways of being a witch, and they do, but they are also goofy and comical 
characters.  
An entirely different depiction of the witch comes from The Craft. Released in 1996, the 
cult classic depicts four teenage witches finding their powers through ancient practices. It all begins 
when a young girl named Sarah moves to Los Angeles with her parents and starts at a new school. 
The three other protagonists, black clad girls named Nancy, Bonnie and Rochelle, realize that Sarah 
is a witch when Bonnie witnesses Sarah balance a pencil on its point and drill a hole into the desk 
only using her mind. They need a fourth witch to “call the four corners”, which the audience comes 
to understand as basically the act of harnessing their magical abilities. It is understood that before 
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Sarah arrived, the other three witches did not have any powers at all, that they were merely 
fascinated with witchcraft and understood that they needed a fourth to be able to practice. They 
believe in a fictional God named Manon. “It’s like God and the Devil. I mean, it’s everything, it’s 
the trees, it’s the ground, it’s the rocks, it’s the moon, it’s everything[…]If God and the Devil were 
playing football, Manon would be the stadium they played on, it would be the sun that shone down 
on them.” (The Craft, 1996, 18:45). The film progresses into them harnessing these newfound 
powers, and using them to cast spells to better their lives, but the girls get power hungry and 
everything begins to spiral out of control. In the end, we learn lessons on treating others as you 
would like to be treated and the negative influence too much power can have on an individual. 
  
 Although Sabrina and the witches from The Craft are drastically different characters, we can 
understand them both as the Maiden in different forms. They are youthful, just coming into their 
own as witches when we first meet them. Although they embody the Maiden in different physical 
ways, and use their powers in very different ways, it is this newness that links them in maidenhood. 
With newness comes naivety, both about magic and about life in general, a childlike understanding 
of how the world works. There is also an eagerness to become more than what they are, a frustration 
at the limitations of one’s youth which every character expresses.  
 Sabrina is more easily attributed to the Maiden. She is a typical girl, pretty and blonde, the 
average American sweetheart. When we first meet her at 16 she is tall and skinny with grey blue 
eyes, dressing like all teenagers in the ‘90s with her bell bottom jeans and spaghetti strapped tank 
tops. She is also relatable, a bit goofy in her mannerisms and somewhere in between popular and 
unpopular on the high school social scale. The fact that she is a witch isn’t something that makes 
her more intimidating, it seems to just add more blunders to her daily life.  
 We can understand the aunts in Sabrina the Teenage Witch to embody both the Mother and 
the Crone. Although neither one of them is Sabrina’s real mother, they act as such in protecting her 
and teaching her how to harness her newfound abilities. They are soft spoken and wise, allowing 
Sabrina to make mistakes along the way, but keeping a close enough eye so as to keep her out of 
real trouble. They protect her along the path to becoming a witch, and thus embody the Mother. 
Although it is understood that  they are hundreds of years old, they look and act like women in their 
mid forties. We have previously described the Crone only using the dark side of her description, but 
here we can argue for the wise old woman aspect. We don’t know how the aunts have managed to 
stay so young physically while being hundreds of years old, and if they actually looked their age 
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they would embody the Crone much easier. It is also the passing on of knowledge that makes the 
two aunts more Crone like.  
 The four witches in The Craft can be understood as representations of the Maiden in their own 
individual ways. It is understood that Bonnie, Rochelle and Nancy do not possess witch powers 
until Sarah joins them, and thus the film follows the birth and death of their magical abilities. From 
the beginning they are innocent, casting spells to better their lives. Bonnie, for example, has terrible 
burn scars all over her back and she wishes to become more beautiful. Sarah wishes that Chris, the 
boy she likes, will like her back. Rochelle asks for the ability not to hate others who hate her. 
Lastly, Nancy wishes to embody all the powers of Manon, their God. Even with Nancy’s 
overzealous wish, one can understand these wishes to be innocent, they don’t understand the full 
strength of their powers and they don’t want to harm anyone. As the film progresses and they begin 
to realize their powers, they begin to lose themselves, all except for Sarah who, throughout the film, 
is the only one who seems to keep a level head. Even with a warning from Lirio, a motherly 
character who owns a magical shop that the girls spend time in, they brush her off in a way typical 
of teenage girls finally figuring out their own inherent powers. The film culminates in Sarah 
attempting to leave the coven and the other three girls “glamouring” her into believing that there are 
snakes and spiders all over her house and that her father and stepmother have died in a plane 
accident. Sarah invokes the power of Manon and uses it to scare the other girls away, sending 
Nancy to a mental hospital and causing Rochelle and Bonnie to lose their powers.  
 We would like to argue for Sarah also embodying the Mother. Seeing as the other three girls 
didn’t possess powers until Sarah arrived, it can be argued that she gave birth to them as witches 
since they weren’t really witches before. Sarah is always cautious, trying to adhere to rules set in 
place by ancient witches. “Whatever you send out, you get back times three…It is part of a basic 
spiritual truth…Do unto others as you would have them do unto you” (The Craft, 1996, 52:50). She 
attempts to use a “binding spell” on Nancy to stop her from harming others and harming herself. 
She tries to leave the coven because of this, as the other girls spiral out of control, Sarah can see the 
negative impact their recklessness is having and wants nothing to do with it. In the end Sarah is the 
only one left with powers, which proves her superiority over the other three girls.  
  It is also worth briefly mentioning Lirio, although her role in the film is quite small. We do 
not know how old she is, but she looks to be in her thirties. She could also help us to understand the 
Crone as the wise old woman, regardless of her physical age. She tries to warn the girls about 
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She tries to help Sarah when the girls are glamouring her in a terrifying manner, and explain to 
Sarah that she has natural abilities that come from a goodness within. It is because of Lirio that 
Sarah tries and succeeds in invoking Manon and using that power to save herself, and that Sarah 
finally understands her true powers. The wise woman has passed her knowledge on to the young 
maiden, and thus creating the motherly figure that Sarah becomes. 
 
 
4.4 Harry Potter 
 
In the following section we will analyse the story of Harry Potter, the main characters of the book 
series, how the story has changed the representation of the witch, and, through the lense of the 
Triple Goddess, analyse how female power is represented in the books, specifically in the female 
characters.  
In 1997 the first book in the Harry Potter series, written by J.K. Rowling, was published. 
The book series is about Harry, a young wizard, his friends, and the magical world of witches and 
wizards. The capturing story of Harry Potter and his universe took the world by storm and forever 
changed the perception of the witch and magic. 
Since the publication of the first volume, Harry Potter has raised a whole generation of 
young people, the authors of this paper included, and the idea of the evil witch from the early 
childhood has been replaced in young people's minds by a changed, positive look at magic. What 
made the magical world of Harry Potter so appealing was first and foremost its relatability. The 
fantastic reality of Harry Potter is somewhat similar to the one in James Thurber's short story The 
Unicorn in the Garden (1939), where on a perfectly average morning, a perfectly unexceptional 
man spots a unicorn in his perfectly mundane garden. The unicorn is an intrusion of magic into an 
everyday life we all lead, and because of that it could happen to anyone.  
 
Besides being a wizard, which means possessing magical abilities, Harry is a teenager and 
apart from his problems with the antagonist in the story, Lord Voldemort, he experiences all the 
struggles so familiar to most of his peer readers. When the readers are introduced to Harry Potter for 
the very first time, he is portrayed as a thin, little boy with glasses, rambunctious hair and without 
any friends. 
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“Harry had always been small and skinny for his age. He looked even smaller and skinnier 
than he really was because all he had to wear were old clothes of Dudley’s, and Dudley was 
about four times bigger than he was. Harry had a thin face, knobbly knees, black hair, and 
bright green eyes. He wore round glasses held together with a lot of scotch tape because of 
all the times Dudley had punched him on the nose. The only thing Harry liked about his own 
appearance was a very thin scar on his forehead that was shaped like a bolt of lightning.” 
(Rowling, 2004, p. 20) 
 
This makes it easy to identify with him as he is not depicted like your stereotypical hero, with big 
muscles and a perfect dashing look.  
 
Besides Harry Potter, the story has two other main characters: Hermione Granger and Ron 
Weasley.  
Hermione is portrayed as a geek, an overachiever, and is not very popular among other 
students because she does not break any rules and always does her homework. “She was already 
wearing her new Hogwarts robes [...] She had a bossy sort of voice, lots of bushy brown hair, and 
rather large front teeth [...]“I’ve learned all our course books by heart, of course, I just hope it will 
be enough”” (Ibid, p. 79).  
 
As for Ron, he is raised in a large family without a lot of financial facilities.  
 
“Percy got an owl for being made prefect, but they couldn’t aff - I mean, I got 
Scabbers instead’. Ron’s ears went pink [...] Harry didn’t think there was anything 
wrong with not being able to afford an owl…” (Ibid, p. 75).  
 
Ron is portrayed as “...tall, thin, and gangling, with freckles, big hands and feet, and a long nose” 
(Ibid, p. 70). Like Harry and Hermione, he is not the most popular or good-looking boy. All three 
main characters are portrayed in ways that normal, average people can relate to them and identify 
with their problems.  
 
In Harry Potter, both children and grown ups are integrated in a world of close friendships, 
loyalty and magic. It is a universe where anything can happen, however, it is still very similar to the 
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real world. In Harry Potter the reader encounters some of the same social problems as the ones 
known from modern society. Similar to acts of racism, “mudbloods”, (wizards and witches with 
non-magical parents) or “squibs”, which are non-magical children with witches and wizards as 
parents, are discriminated against by certain characters. An example of this issue occurs with 
Hermione, who is a witch but with non-magical parents. “Nobody in my family’s magic at all, it 
was ever such a surprise when I got my letter, but I was ever so pleased, of course…” (Ibid, p. 79). 
This is something she is bullied for, especially by the students from the Slytherin house. However, 
it is not until the second Harry Potter book that Hermione is called a “mudblood”. “No one asked 
your opinion, you filthy little mudblood” (Ibid, 2000, p. 112). The students from the Slytherin house 
tend to stigmatise students who are not fullblood witches or wizards. The following is a quote from 
Draco Malfoy, Harry’s rival in the school, about non-pureblood witches and wizards studying at 
Hogwarts:   
 
“I really don’t think they should let the other sort in, do you? They’re just not the same, 
they’ve never been brought up to know our ways. Some of them have never even heard of 
Hogwarts until they get the letter, imagine. I think they should keep it in the old wizarding 
families.” (Ibid, 2004, p. 61)  
 
This is one of many features that Rowling makes use of in order to make the magical universe so 
similar to the real world and hence, more relatable. Furthermore, the ability to perform magic 
becomes the norm of the universe of Harry Potter - magic is normal, what people strive for, and non 
magical people are understood as lesser than.  
 
As described earlier in this paper, the classical witch was represented as ugly and scary, 
wearing a pointed hat, and flying on a broomstick. These accessories, as well as items such as 
cauldrons and cloaks, have now been incorporated and normalized in the Harry Potter universe. An 
example of this integration is the popularity of Quidditch – a game played on a flying broomstick. 
Quidditch is the non-magical world’s answer to football, and famous players are role models for 
boys, and sex idols for girls, as we can see in the fourth book of the series, where the Bulgarian 
seeker Viktor Krum becomes an object of  mass obsession amongst both male and female 
Hogwarts’ student. The broomstick itself is an object of desire for young wizards and witches, and 
every time a newer and more advanced broomstick is launched, all the children want the new, 
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upgraded version - a phenomenon similar to what we see in modern society when new gadgets hit 
the market. 
 
Throughout the book series the reader is introduced to several female characters, most of 
whom are portrayed as strong and powerful witches. Harry’s mother plays an important role in the 
understanding of the female power represented in the books, as she is the one saving Harry’s life by 
sacrificing her own. The Mother’s role as the protector, the powerful and the wise is a characteristic 
feature we know from fairytales as mentioned previously. Lily Potter’s sacrifice almost kills Lord 
Voldemort, who, eleven years later comes back to finally kill the boy, but because of Lily’s 
protection, he cannot physically touch Harry. This is similar to what we see in both Cinderella and 
Vasilisa the Beautiful where the mother’s love for their children is so powerful that the protection 
remains even after they pass away. 
 
“Your mother died to save you. If there is one thing Voldemort cannot understand, it is love. 
He didn’t realize that love as powerful as your mother’s for you leaves its own mark. Not a 
scar, no visible sign . . . to have been loved so deeply, even though the person who loved us 
is gone, will give us some protection forever.” (Ibid, p. 216) 
 
We see numerous representations of the Mother during the time span of the Harry Potter books. 
After Lily’s death, the closest Harry has to a mother is his best friend’s mother: Molly Weasley. If 
there is something that comes to Molly naturally, it is being a mother. Having raised seven children, 
she automatically accepts Harry as a member of her family.  
 
“(...) speaking as someone who has got Harry’s best interests at heart —”  
“He’s not your son,” said Sirius quietly.  
“He’s as good as,” said Mrs. Weasley fiercely. “Who else has he got?” (Ibid, 2003, p. 90) 
 
Mrs. Weasley proves to be not only full of maternal warmth, but also a strong woman who will 
fight for her loved ones against all odds. In the Battle of Hogwarts, she kills Bellatrix Lestrange 
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without hesitation, when the latter aims at Molly’s daughter (Ibid, 2012, Chapter 36) 
Even villains like Narcissa Malfoy are portrayed by Rowling as the protectress of their 
children. Narcissa throughout the series is without a doubt shown as a negative character, being a 
‘Deatheater’ and a part of the conspiration against Harry. However, when she is driven by the love 
for her own son, Draco, she betrays the Dark Lord, letting Harry get away with his life in exchange 
for information about her son. “Narcissa knew that the only way she would be permitted to enter 
Hogwarts, and find her son, was as part of the conquering army. She no longer cared whether 
Voldemort won.” (Ibid, 2012, Chapter 36) 
 She also forces professor Snape to make The Unbreakable Vow that he will protect Draco 
with his own life (Ibid, 2005, p.35). This reminds us of the Grimms’ stepmothers who, apart from 
being villains, were also dedicated to their birth children. 
In addition to these, we have found another important example of the Mother. Hermione 
Granger, although not being a mother in the literal sense, is in our understanding a motherly 
character. When we first meet her, Hermione is a nerdy eleven-year-old, but she soon proves to be 
wiser and more mature than a reader would expect a child her age to be, even though her overly 
eager attitude towards studying and school may seem somewhat pretentious. Throughout the Harry 
Potter novels, Hermione often comes to the rescue, exasperatedly, with a spell or a potion that saves 
the two blundering boys. “”You’re saying it wrong,” Harry heard Hermione snap. “It’s Wing-gar-
dium Levi-o-sa, make the ‘gar’ nice and long.”” (Ibid, 2004, p. 127)  And although Harry is the 
“chosen one”, Hermione is consistently by his side, making sure he stays safe, and it could easily be 
argued that Harry wouldn’t have survived many of his altercations without Hermione’s knowledge. 
Because of her age, it would seem like the obvious choice to categorize her as the Maiden. 
However, she is already the most loyal, strong, and intelligent witch when the reader encounters her 
for the first time.  
“Hermione had managed to get to her feet at last. ‘I went looking for the troll because I - I 
thought I could deal with it on my own - you know, because I’ve read all about them’. Ron 
dropped his wand. Hermione Granger, telling a downright lie to a teacher? ‘If they hadn’t 
found me, I’d be dead now. Harry stuck his wand up its nose and Ron knocked it out with its 
own club…’” (Ibid, p. 131)  
Hermione possesses quite a few qualities of the Mother. She is exceptionally moral, responsible, 
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and protective to those she loves and cares about. Furthermore, she is the smartest witch of her class 
and knowledgeable about the world, always striving to learn. “You’re the cleverest witch of your 
age I’ve ever met, Hermione.”  (Ibid, 1999, p. 346).  
 
Although there is no character in the series that would resemble the Crone, Rowling 
introduces another stereotypical figure, that is, the old, wise wizard: Albus Dumbledore, the 
Headmaster of Hogwarts. As we have seen in the multiple examples from the previous chapters of 
this paper, the Crone is usually to be found in antagonists rather than positive characters, she is 
usually evil, ugly and easy to be tricked by the heroine of the story. This pejorative image has its 
male counterpart in the figure of the old wizard, who uses his wisdom and years of experience to 
help the hero/heroine. Even from the first mention of Dumbledore we get the image of an eccentric 
old man: 
 
“He was tall, thin and very old, judging by the silver of his hair and beard, which were both 
long enough to tuck into his belt. He was wearing long robes, a purple cloak which swept 
the ground and high-heeled, buckled boots. His blue eyes were light, bright and sparkling 
behind half-moon spectacles and his nose was very long and crooked, as though it had been 
broken at least twice. This man’s name was Albus Dumbledore.” (Ibid, 2004, p.12) 
 
Although he might seem like a harmless grandpa figure, Dumbledore is believed in the magical 
world to be more powerful than Lord Voldemort himself. “[E]veryone says Dumbledore’s the only 
one You-Know-Who was afraid of.” (Ibid, p. 260) This repeats the theme known from older witch 
stories we have analysed, that the powers of good are stronger than the powers of evil. In addition, 
Dumbledore as the head of the school is the one to whom young wizards and witches can always 
come for advice and help, especially Harry, who, being the “Chosen One”, needs this help more 
than others. 
 
The Crone is the one most connected to death, and Dumbledore being over a hundred years 
old, has a peaceful relationship with death. “After all, to the well-organised mind, death is but the 
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next great adventure.” (Ibid, p. 301) We see Dumbledore’s death in the sixth book  of the series, but 
he dies a noble death, protecting two lives (Ibid, 2005, pp. 583-596).  
We know it might be a far stretch to see Dumbledore as a reincarnation of the Moon 
Goddess, but even with him being a man, we cannot deny that some characteristics of the Crone are 
to be found in Dumbledore. Although he is mainly portrayed as a positive character, he turns out to 
be less perfect and more ambiguous than we thought at the beginning. After his death, Harry (and 
the reader) learns the truth behind Dumbledore’s dedication to the protagonist – even though the 
Headmaster truly cared for Harry, he has been training him to “die at the right moment” (Ibid, 
2012, Chapter 33), since that seemed the only way to destroy a part of Voldemort’s soul that had 
been living in the boy since his parents’ death. Although defeating the Dark Lord can hardly be 
considered a bad cause, Dumbledore’s choice to sacrifice the boy for the greater good complements 
the image of a complex character who is neither perfectly good or entirely evil, which makes 
another argument for relating him to the Crone. 
  
5. Discussion 
 
In this chapter we will be taking a deeper look at the transition of the female witch in the texts 
referenced above, from her representation of a woman as a threat in a male dominated system to an 
empowered and desired woman. From the outset, the witch has been mainly understood as the 
Crone and, as her image progressed, we find that she has undergone a transformation, one which 
rebirthed her as the maiden. We will be discussing this transition and reflecting upon the meaning 
behind such processes. 
Throughout our paper we have given examples of the different ways in which the witch has 
been represented, but we have not yet explored the possible meanings behind this transformation. 
Why has the representation of the witch changed?  
If we begin our exploration with the Crone, and her representation in folklore, we can easily 
deduce that the main goal of introducing a witch into a story was to incite fear. Put in opposition to 
the innocent heroine - the Maiden - the witch tends to be demonised to the point that she becomes a 
monster, one that nobody mourns the downfall of. She is often set in place to teach a lesson, to 
become the voice of warning in a child’s mind that questions whether something is right or wrong.  
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The magical abilities of the Crone are another negative trait of the villain that make her 
more powerful and harder to defeat by the heroine, which makes the protagonist’s victory more 
meaningful. The magic is given to the woman in order to justify her power, and picturing her as 
ugly and evil instead of emancipated and knowledgeable demonises the idea of an independent, 
self-sufficient woman. If a woman lives alone, is intelligent and opinionated, then she must serve 
some form of supernatural power, such as a pact with the devil. A ‘normal’ woman’s place is at 
home, with her husband, not asking questions and doing what she is told. A ‘weak’ Maiden 
virtually serves as an example of purity and goodness, understood as the ultimate role model for 
young women, and thus her defeating the Crone stood as a cautionary tale to not stick one's head 
out too far. If one takes a closer look at the representation of these Maidens, one will find that these 
pure and good women are also extremely naive and seemingly unintelligent. Even in defeating the 
villain, they obtain help from a motherly figure of some sort (the actual mother or plants and 
animals understood as Mother Nature). 
 
Moving on to The Wonderful Wizard of Oz, we can observe the transformation of the witch. 
Though the image of the Crone is still visible in the Witch of the East and West, we see the 
introduction of a polar representation of the bad witch - the good witch. Although the good aspect 
of magic has been used in fairytales before, the word “witch” has been categorically associated with 
black magic and villains.  
Glinda, however, is a decidedly ‘good witch’, and she is called exactly this throughout the 
novel. We argue that she represents all of the moon cycles, and thus perhaps embodies the most 
extreme transformation of the image of the witch. She is a guiding figure in the novel, and stands as 
a beacon of goodness in a world tarred with the evilness of the Wicked Witches that we all know so 
well. This is a pivotal turning point in the representation of the witch in storytelling, as by 
encompassing all three portrayals of the Triple Goddess, she surpasses the iconic image of an old, 
evil witch who is easily outwitted by a younger, magicless child.  
In the story of The Wonderful Wizard of Oz, she is the most powerful witch, and provides 
help and wisdom, whilst also appearing as young and beautiful, even though she is, in reality, an old 
woman. Due to her youth, she is detached from the image of the old, evil witch. She is a brand new 
ideal. She is good, and due to this she is loved. It can easily be argued that Glinda is the character 
that readers find desirable, whether to be like her or to have a figure such as her in their lives.  
To a lesser extent, the Witch of the North is also a move away from the evil witch 
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representation. However, keeping close association to the original image of the witch in her 
appearance, namely as an old, wrinkled woman, she embodies more of a kind grandmother figure 
rather than the powerful sorceress which her old, evil counterparts do. Again, the figure of the 
Witch of the North was a desirable character, not in any way something to be feared. Similar to 
Glinda, readers found the Witch of the North to be comforting. 
Furthermore, by making Glinda appear young yet powerful, the idea of a useless Maiden 
becomes void. Whether this power comes from her beauty, or her age and experience, is an 
interesting point of discussion. However, since we know that Glinda is, in fact, old, and has chosen 
to appear young, perhaps this indicates that there is power held within the Maiden. Perhaps Glinda’s 
conscious choice to appear young is in fact a commentary on the fact that the youth have a power in 
their own, and Glinda using her old wisdom (the Crone) in combination with her youthful looks (the 
Maiden) holds more power than just embodying one.  
  
Jumping ahead almost 100 years find two representations of a modern witch. The witches 
we know from these contemporary works are equipped with magic in addition to their undeniably 
attractive physical traits. Sabrina without her magic would be just another blonde, sexy teenage girl 
that sets unachievable beauty standards for the young female audience of the show. Being a witch, 
however, becomes a tool of empowerment, and suddenly what she does becomes more important 
than how she looks. In addition to being desired by men, she also becomes a role model for the 
young generation of girls. She is the empowered Maiden, and although she often times appears 
naive, throughout the television series she uses her magic to do good and to teach young viewers a 
valuable lesson, such as standing up for oneself or telling the truth.  
The Craft offers a very different version of the Maiden. The girls wear all black and once 
their powers are realised, they revel in the fact that they are ‘the freaks’. “Girls, watch out for those 
weirdos!” a bus driver cheerily warns as they leave the bus to go cast spells in the woods. “We are 
the weirdos, mister” they reply (The Craft, 1996, 28:45). We would like to argue that, although 
Sabrina physically resembles the typical Maiden, with her bubbly, seemingly naive personality, it is 
the three girls (we are excluding Sarah here because she evolves into the Mother) in The Craft that 
are far more similar to the older representations of the Maiden. The girls naively use their magical 
abilities in ways that they are unprepared to handle the consequences of and all but Sarah lose their 
abilities in the end. Sabrina, on the other hand, uses her power for good, although sometimes in a 
silly, more comical manner.  
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The witches in The Craft represent both desire and fear. While many young, rebellious girls 
found their new role models, these witches also represent very real fears within people. It is a 
didactic tale: in the beginning we, the audience, are meant to desire the young witches. They have 
come into their powers and they are “cool”, casting spells and taking control of their lives, which is 
really what every teenage girl wants. Eventually, though, as the spells cast by the witches begin to 
spiral out of control, the audience begins to fear the witches. They are misusing their powers, and 
this is when Sarah begins to understand this and attempts to leave the coven out of fear. The witches 
become Crone like in their own terrifying way, haunting Sarah’s dreams and glamouring her into 
hallucinating horrifying images. After Sarah has defeated them, the three witches lose their powers, 
and thus, as mentioned before, we witness the birth and death of the witch.  
 
Harry Potter on the other hand has many multifaceted characters that evolve throughout the 
whole seven book series. Hogwarts itself can be seen as ‘a school for Maidens’, which enrolls 
eleven-year-old inexperienced little witches and wizards, to train them before releasing them into 
the world as fully developed and well educated masters of their craft. Due to this education, there is 
no character that fully embodies the idea of the fairy-tale Maiden through the whole series. Harry 
Potter is a true ‘coming of age’ story, not just a children’s book about children’s adventures, but a 
story about the children enhancing their magical capabilities and learning about the world in the 
process.  
What is more, the female characters of the series are all strong and self empowered. We 
could go on listing motherly figures in Harry Potter, but somehow the real Maiden is nowhere to be 
found. Rowling’s example shows that in order to write a story with young witches and wizards as 
protagonists, one does not need to sexualise them or bring in the stereotypical image of the naive 
child that defeats the villain just by chance or by doing what she or he is told. All three main 
characters, Harry, Ron and Hermione, by being relatable and likable, influenced an entire 
generation. We can argue for Harry Potter being a didactic tale as well, since the characters 
everyone wanted to identify with learn to make the right choices and grow into capable and 
inspiring figures. 
 
From the changes that the witch has undergone throughout our chosen sources, we can see 
that a pattern emerges in her representation.  
In the older representations, inciting fear was the most distinct factor that made the witch a 
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popular figure in storytelling, while in the modern times she evolved into a character that makes the 
reader/viewer want to either be them, or be with them. This transition from fear to desire can be 
seen as a reflection of the changes in cultural demand. The methods have changed, we can now see 
the value in the good witch as opposed to the bad. Desire is more powerful than fear.  
 
 
6. Conclusion 
 
Throughout this paper we have applied Robert Graves’ Triple Goddess to the representation of the 
witch. We have argued for the presence of the Maiden, the Mother and the Crone in each individual 
representation; though often times finding more than just one portrayal within each witch. We have 
traced the witches representation through a variety of sources and understood her transition as a 
reflection of the fears and desires demanded by our culture. What we can deduce is that the magical 
powers given to women in these stories can be both degrading, as it is shown in the example of the 
old Crone, and empowering, which we can see in the modern depictions of the young witches.  
 
  
7. Perspective / Reflection / Limitations 
 
We encountered many roadblocks whilst writing this project. From the outset, we had high 
expectations of ourselves and what we could do with this project, but soon realized that time was 
against us. We were excited about the idea of exploring witchcraft, but again, soon realized that we 
were way over our heads in a subject field that spider webbed out into every direction. Each 
direction was equally as exciting and pleasing, so it took quite a while to release our grip on certain 
aspects.  
While doing further research on Sabrina the Teenage Witch and the creators, we came 
across the original comic from the 1960s. We had initially assumed that the series had been created 
by a woman, but soon found out that the original comic was written and illustrated by two men. We 
then discussed how it could have been beneficial to investigate if and how the image of the witch 
differs in regards to whether it was created by a man or by a woman.  
Due to the limited time we had to write this project, we decided not to talk about feminist 
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issues, although we discussed that the changes in the image of the witch in fiction could be linked to 
the transformation in the role of the woman in society and in the public sphere.  
Due to said time limitations, and the limited size of our group, we were forced to drop some 
of the undeniably interesting motifs that we have come across during our exploration of the texts. 
For instance, we noticed that there is a connection between the names of the four witches in The 
Wonderful Wizard of Oz – the four directions – and their individual stories. Some pagan sources we 
had found ascribe each of the four directions to an element (earth, air, water and fire), which can be 
in turn linked to each of the four witches. We could have also focused on how the fictional witches 
relate to the actual real life witchcraft practitioners, The Craft being a point of departure since some 
of the actual wiccan rituals and practices are depicted in the film. 
We are aware that this paper is not encompassing the representation of the witch throughout 
the whole history of storytelling. If we had chosen different texts from the beginning, we could have 
noticed different patterns that we had perhaps overlooked, or focused on different issues. This can 
possibly be taken into account in a future project. 
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